"I don't have to translate them," Luo Hou happily informs his colleague Yao Mi in Yang Jiang's 1987 quasi-autobiographical novel Taking a Bath (Xizao, translated as Baptism). Luo is referring to a translation of some French documents he had been working on, and he further explains that "the originals are extremely valuable. They're the secret notebooks the old guy brought back from France. He won't even let them out of his hands for me to use. . . . He reads them out loud in Chinese and I write down what he says, and that counts as a joint translation."2
The process of "joint translation" (liangren heyi 兩人合譯) that Yang Jiang describes here is reminiscent of the pioneering turn-of-the-century "dual translations" (duiyi 對譯) by Lin Shu 林紓 (1852-1924)-who knew no foreign languages and instead relied on collaborators' oral interpretations of foreign language novels, which he would then transpose into elegant classical Chinese prose. Lin had turned to translation following the death of his wife in 1897, when friends encouraged him to find an activity to distract him from his grief. His first project was Alexander Dumas fils' 1848 novel La Dame aux Camélias, which describes an illicit love affair with a courtesan that concludes with her tragic death. The resulting translation, therefore, constitutes a displaced expression of Lin Shu's mourning for his wife and a reaffirmation of the marital life he had shared with her, even as the passionate love affair at the heart of the work mirrors the intensely collaborative process by which Lin and his collaborators produced the translation itself.
While Lin Shu's translations were immensely popular at the beginning of the twentieth century, he did not receive much scholarly attention until nearly four decades after his death, when Qian Zhongshu published his influential essay "Lin Shu's Translations" (" To illustrate one of the implications of this "manifold" approach to translation, Qian cites a remark by the Song dynasty Buddhist monk Zan Ning 贊寧 (919-1002) comparing translation ( fan 翻, literally "to turn over") to the act of turning over a piece of silk brocade, wherein "the back is full of patterns, though they are all reversed."4 Qian then juxtaposes this tenth century Buddhist metaphor with Don Quixote's strikingly similar comparison of translation to the act of "looking at Flemish tapestries from the back," such that the images from the front remain visible although they are now "full of threads that make them indistinct, and do not possess the smoothness and brightness that characterize the images on the front."5 Whereas Don Quixote offers the latter tapestry metaphor to critique the limits of translation, Qian Zhongshu, conversely, cites
